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THE DUDLEY GALLERY. 



ENGLISH AND AMERICAN EXHIBITS— MARK FISHER'S 
EXPERIENCE. 




HE fifteenth winter exhibi- 
tion at the Dudley Gal- 
lery, in London, opened 
on the twenty-ninth of 
last November. It con- 
tains about the usual 
number of pictures, some 
400 in all, and presents 
the usual average of merit. 
No new bright light, fore- 
telling the advent of gen- 
ius, has appeared, and 
many acknowledged lights are conspicuous by their ab- 
sence, yet still the exhibition holds its medium way as 
a fair representation of average English contemporary 
art. The small dimensions of the Dudley Gallery give 
it a certain power of selection and refinement not pos- 
sessed by the Academy and Salon exhibitions, so that 
though much of the highest work of the country may 
not be submitted to its choice, it is enabled to throw 
out the raw coloring and crude drawing which degrade 
the larger exhibitions every spring. This gives it its 
averaging quality which is so generally recognized in 
English art circles. 

The Dudley Gallery is one long room, scarcely larger 
than a handsome drawing-room. The floor is carpeted 
and a bright fire burns in an open stove. Sofas and 
stuffed chairs make the business of picture viewing 
easy, no picture hanging so far away from some com- 
fortable seat that the visitor need stand to see it. The 
small catalogues have the price of each picture append- 
ed to the title, and the secretary of the society sits 
writing at his desk in the centre of the room, ready to 
receive the twenty-five per cent of each picture's price 
that must be paid down by its purchaser. Seldom 
more than a dozen or fifteen visitors are present at a 
time, and these move quietly about or chat in subdued 
tones upon the sofas, giving one the impression that it 
is a private gallery he is viewing and that these are the 
owner's guests. 

The committee list of the Dudley Gallery is an im- 
posing one, including such names as Alma-Tadema, 
"Boughton, Walter Crane, Luke Fildes, Mark Fisher, 
Herkomer, MacWhirter, Stacy Marks, Val Prinsep, 
and Britton Riviere. Out of these artists, however, 
only Mark Fisher, MacWhirter and Val Prinsep ap- 
pears as exhibitors. MacWhirter sends a " Bridge of 
Sighs," in which immense artistic and poetical license 
is taken in stretching out the perspective into such an 
imaginative vista as would bewilder Venetians who 
pace along the Via Schiavone every day. A^al Prinsep 
sends an evident " pot boiler" in the shape of a por- 
trait called " Rare Pale Margaret." 

As a rule the names that appear in the Dudley cata- 
logue represent aspirants rather than what the French 
call " les arrives. " But they represent the best of 
those aspirants, whose names will before long stand 
among the first of "les arrives. " Thus they have 
their own peculiar interest and importance. They 
show tendencies and are prophetic. As an observing 
writer says, it is fairest to compare them with the young 
continental painters. In minutely finished and dazzling 
genre work of course the young followers of Meissonier 
and Fortuny distance their English competitors, to 
whom such microscopic perfection seems impossible. 
Even in skill of pictorial composition the young Eng- 
lish artist is less sure than the young Frenchman. The 
Englishman's technique is more labored and even vis- 
ibly clumsy, where the Frenchman's seems almost 
spontaneously sure and dashing. But the English- 
man's imagination is more refined and his labored 
technique is spared temptation lo such manifesta- 
tions of mere bravura vulgarity as are so conspicuous 
in every exhibition of French pictures. 



Only three Americans among all our countrymen in 
London appear in the Dudley this year. These three 
are Mark Fisher, J. Alden Weir, and Howard Hel- 
mick. Mark Fisher sends a small canvas called " Hay- 
ing Time," a low-lying landscape with a loaded hay- 
cart and a few rustic figures. It is rather sketchily 
turned off, with local color evidently subordinated and 
fused into tone. French influences show plainly in all 
Mr. Fisher's work, and his landscapes shun the yellow 
grass-greenness of England for the gray-blue green- 
ness of France. His touch is so broad that distance 
becomes magical to one viewing his work, the forms 
which, seen too near, are absolutely unintelligible spat- 
ters of thick impasto solving themselves at the proper 
distance into the strong yet peculiarly subtle expressions 
for which this artist is so distinguished. We may well 
doubt the worth of the art culture and critical acumen 
of our own country when we have suffered such an art- 
ist as Mark Fisher to escape us, and to cast his genius 
with the artistic fortunes of England. Fisher was a 
Boston boy who loved his country well enough to be 
ambitious to win fame as an American in America. 
He had a struggling youth, and was glad to paint 
scenes and signs in Boston that he might earn time in 
which to paint pictures. But for the scenes and signs 
he woukl have starved to death ; Boston showing no 
appreciation for the identical pictures since bought by 
English connoisseurs at ten times the price at which 
they were once offered, and went begging, in Boston 
shops and exhibitions. After years of struggle Mr. 
Fisher was fortunate enough to attract the attention of 
a wealthy gentleman who prided himself upon his 
intuitive recognition of genius. This gentleman lent 
Fisher the means to go to Paris for study, agreeing to 
receive payment in pictures for the money advanced. 
Fisher remained abroad several years, and then came 
back to his native city with hand trained to the splen- 
did technique of the best French schools, and with 
taste cultivated and power directed by the best influ- 
ences of European art. He returned to critical, 
aesthetic, cultured Boston, and to what? To neglect 
and contempt thar> made his blood boil. Nobody 
bought his pictures ; they were even refused at exhibi- 
tions. Even his wealthy patron refused to take his 
payment in them, telling the artist that he had ruined 
his genius by running after strange gods ! Fisher was 
obliged to offer some of his French pictures at raffles, 
by which means he gained enough to escape from a 
country which utterly lacked vision to recognize and 
honor one of the best of its own prophets. He brought 
with him to London the very pictures that had been 
scorned of cultured Boston. They were received and 
well hung in the London exhibitions, attracted the at- 
tention of the leading critics and sold for prices that 
would have made Boston gasp. Since then Mr. 
Fisher's fame has been steadily growing, and it is prob- 
able that before very long Boston may have the 
supreme pride of pointing to a Royal Academician not* 
so very long ago denied entrance to its Art Club Exhi- 
bition. 

Helmick sends a piece of character painting called 
" A Weather Prophet," a kitchen interior with an old 
man in high cap and rustic raiment holding a smoking 
pipe in his hand and looking wisely out upon the bit of 
cold gray sky beyond an open widow. It is strong 
enough in character, but without artistic or poetic 
beauty. It is somewhat flatly low-toned, its only sa- 
lience of form being in the old man's head modelled 
against the kitchen wall with scarcely more than the 
elevation of a bas relief. 

J. Alden Weir's " Portrait of a Young Girl," has a 
rather faded air, as if somewhat blase to the charms of 
picture exhibitions. One may easily imagine having 
seen it in every annual exhibit since one's childhood, so 
flat and dull it seems with the monotony of its travelling 
life. It is painted with a " breadth " that utterly 
ignores drapery, leaving it only a flat silhouette space. 
The modelling of the face is softly vague, such as the 
French call " envelope," somewhat after the mode of 



Henner, and it is misty of complexion and not impres- 
sively pretty. The costume is old-fashioned or rather 
passe. The picture is tepid in color, skied, and not 
likely to set the British mind working upon the pros- 
pects of transatlantic art. 

MARGARET BERTHA WRIGHT. 
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XI. 



COLLECTION OE JOHN JACOB AS TOR. 



A GALLERY which contains such famous works as 
Muller's "Roll-Call of the Conciergerie," Ge'rome's 
"Death of Caesar," Jules Lefebvre's "Virginia," 
Meissonier's " Sur L'Escalier," Bonnat's " Non 
Piangere," and Zamacois' " Rival Confessors," must 
be admitted to show very good self-advisement in its 
selecting. The visitor, who might be excused for not 
expecting much more than a display of elegance and 
luxury, finds himself among pictorial thoughts and 
problems that are an education. 

Bonnat shows his highest manner in the " Non 
Piangere !" It is a simple study of model-painting, as 
is the case with much of his better work, and the spec- 
tator feels that he is not to have his mind diverted by any 
considerations of subject-interest from the central in- 
tention, which is to represent human figures as well as 
they can be painted. Two of the infant Italian models 
from the Spanish Stairs in Rome are posturing before 
the artist in his studio. The little girl, overcome with 
terror at her first introduction, stiffens herself like a 
standing image and is about to cry ; her small brother 
kneels and embraces her with his arms, lifting a finger 
to warn and reassure her. This trifling incident affords 
the artist a chance for one of his inexorable delinea- 
tions of the figure, positive, solid, and real. A pupil of 
Bonnat has remarked that while other painters are able 
to model with the brush so that the work is the same 
thing as an alto-relief, Bonnat can model so consum- 
mately that you pass all the way around the objects. 
Indeed in the matter of solidity sculpture would have 
to yield very few points in a comparison with this work 
of painting, so perfectly reduced to planes of distance 
are all the forms. At the same time the character, and 
what there is of incident, are very cunningly seized on. 
The girl is positively burly with her pomp of toilet, 
so new and rigid are her flowery apron, her square tile 
of a head-napkin, and the frock that ensheathes her. 
It is quite evident that she has been dressed up for the 
first time as a theatrical contadina, by a family of pro- 
fessional models, while the youth who takes care of 
her is as obviously half-dressed and at ease ; so it is 
natural enough that the rigid statue of etiquette should 
burst out crying and that the easy undressed lazzarone 
should be laughing. 

Muller's " Roll-Call at the Conciergerie" is a large 
color-study for the striking composition which so many 
travellers have seen at the Luxembourg Gallery in 
Paris. There are two of these color-studies in America, 
this one in the Astor collection, and another in the 
Dousman Gallery at St. Louis, each claiming to be 
more authentic than the other. The St. Louis owner 
avers that the New York example was a copy made to 
order after the execution of the Luxembourg specimen, 
and largely achieved by pupils, which accounts for its 
superior finish. However that may be, it is an ade- 
quate repetition of the Paris subject so often admired. 
Since the installation of the present Republic the 
" Roll-Call" has been removed from the Luxembourg, 
though whether restored since my last advices I cannot 
now say. It seemed, indeed, too royalistic and feudal 
to be conspicuously placed in a governmental exhibi- 
tion under republican rule. It is an elaborate effort to 

* Copyright reserved by the author. 



